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For Walter and Nancy Strauss (2003) A primary sense of the noun "diaspora" (from the Greek diaspeirein, "to scatter" or "to sow") refers to the dispersion of the Jews remove of fifty to sixty years from events they recount in the format of the first-person resit (Modiano) and its German equivalent, Erzahlung (Sebald) . Because both narratives invoke real individuals, places, and events linked to a period of major upheaval, they contribute to ongoing debate concerned with the writing of history related to a recent past that remains contested. These invocations of events in a real past are not merely rhetorical enhancements. To the contrary, they cast both narratives as supplements to recorded aspects of the recent past with which traditional historians seldom contend, even when they group these aspects under the category of memory. What understanding of the recent past might these two narratives promote? What do they imply-individually or taken as a set-concerning the nature and function of the historical subjectivity that literature can convey? Each in its own way, Dora Bruder and Austerlitz override conventions of literary genre by mixing elements of novel, autobiography, and essay. Accordingly, language becomes a prime point of inquiry in conjunction with the double question most likely to be raised in terms of the historical record: who is writing and to what end or purpose? These questions, in turn, direct my scope of inquiry to include concerns with enunciation and point of view that many historical accounts seldom consider pertinent.
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Studies in 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] Like many writers before me, I believe in coincidence and, sometimes, in the novelist's gift for clairvoyance-the word "gift" not being the exact term, for it implies a kind of superiority. No, it simply comes with the profession: the imaginary leaps this requires, the need to fix your mind on points of detail-to the point of obsession, in fact-so as not to lose the thread and give in to natural laziness-all this tension, this cerebral exercise may well lead in the long run to "flashes of intuition concerning past and future," as the Larousse dictionary puts it, under the heading "clairvoyance." (42-43)9
Taken together, these passages set Modiano's perceived isolation against what intuition and clairvoyance might make possible. They also substantiate the compulsion to which Modiano alludes when he states that in writing this book, he sends out signals: "Like a lighthouse beacon in whose power to illuminate the darkness, alas, I have no faith. But I live in hope" (35) . 10 Intuition, clairvoyance, and signals thus overlay empirical as- The most curious photograph in Austerlitz is of a boy dressed in a caped white costume and holding a hat while he stands on grass. An unsmiling face looks directly into the camera. The photo is given to Austerlitz by Vera Rysanova, a neighbor of his parents in Prague and his one-time nursemaid whom he manages to locate there some fifty years after last seeing her. It is, according to Vera, a photo of Austerlitz at age five or six, taken on the occasion of a costume ball he attended in the role of a page to his mother's Rose Queen several months before he was to leave Prague. For Austerlitz, the sight of this image of himself as child exudes the mysterious qualities of photographs when they surface from oblivion. And while, as he tells the narrator, the adult Austerlitz studies the photograph many times and recognizes the unusual hairline, he fails to recollect the episode, retaining only the intent gaze of the child cavalier who was "waiting for me to accept the challenge and avert the misfortune lying ahead for him" (184 The passage is especially chilling because it posits entropy and stasis as results of forces that invariably overwhelm human reason. The pathos conveyed by "the fall of a single creature to its death when diverted from its natural path" is heightened by its designation as an unforeseen accident on a par with the breakdown of electronic retrieval systems at the figurative heart of the giant library. All turns on questions of scale and topography. The all-embracing and absolute perfection of the BNF as a concept of reason and understanding falters on the dysfunction and instability to which it becomes more vulnerable as it grows in size.
Such differences of scale also appear in a full-page photo (p. 279) looking down from one of the BNF towers onto the promenade level of grooved hardwood boards and below to a central wooded area (espace vert) of stone pines planted on the ground level. (Is this where Austrerlitz sees the "suicidal" birds?) Visible in the top corner of the photo is an area of the 13th arrondissement for which the BNF is claimed-for better or worse-as heralding a revival akin to that promoted by the completion of the national museum of modern art, known as the Centre Pompidou in the mid-1970s. For Austerlitz (and presumably for Sebald) , the verticality of the overhead perspective belies the prospect of projected neighborhood revival as hollow, by contrasting it with the growth of urban Paris over the millennia from the earth beneath its foundations. In such terms, Austerlitz describes the urban topography of Paris as "a kind of excrescence extending well beyond the concentric spread of its incrustations" far beyond the ring of boulevards marking the city limits" (286) . 24 The historian in Austerlitz sets the known past against the vagaries of the present and the future when he tells Sebald that the city seen from above reminds him of various layers whose superimposition has formed the carapace of the city. (On another scale, one might also think here of the concentric growth rings used by scientists to determine the life span of longstanding trees.) Accordingly, he notes that the waste land between the Gare d'Austerlitz and the Pont de Tolbiac on which the BNF stands was the World War II site of an extensive warehousing complex, known as Les Galeries d'Austerlitz, where the Germans stored furniture and other property seized-some forty thousand apartments' worth-from homes and
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Studies in 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] , Art. 5 https://newprairiepress.org/sttcl/vol31/iss2/5 DOI: 10.4148/2334-4415.1658 apartments belonging to Parisian Jews. The proximity of the former warehouse complex to one of the major urban projects (grands travaux) on which Paris and France asserted a postwar identity is thus a final lesson in urban topography that Sebald's Austerlitz conveys from the eighteenth floor of one of the BNF's four towers.
Flash Memory Drive
For Modiano, the initial encounter with Dora Bruder precipitated by the notice in Paris-Soir is both happenstance and a product of his obsession with the Occupation period and the personal prehistory embodied by his parents. Two subsequent texts by Modiano-Accident nocturne (2003) and Un pedigree (2005)-illustrate the extent to which the treatment of urban topography in Dora Bruder continues to evolve in conjunction with a structure of progressive disclosure leading back to the period in question.
Accident nocturne recounts attempts by an anonymous firstperson narrator to locate a woman whose car had struck him as he was crossing the Place des Pyramides late one night. Thinking back on this incident, which he describes as having occurred in the distant past during his late adolescence, he tries to recall people and places encountered and barely engaged ("croises et A peine entrevus") by listing their names with approximate dates before he realizes that he is at an age when his life is beginning to close in on itself.25 As in Dora Bruder, these encounters moves from literal crossings of individuals on the streets to figurative crossings whose meaning thought and narration disclose only after the fact. The result once again sets specific streets and addresses within a highly personalized sense of urban space. When Modiano writes that he probably places too much importance on topography (Accident nocturne 50), the assertion recalls the mythic dimensions of Paris evoked throughout Breton's Nadja.
The personalized topography of Paris in Accident nocturne is grounded on Modiano's ongoing attempts to retrace his father's movements by mastering his sense of different parts of the city where his father had lived. But even as he hopes to find Jacqueline Beausergent, the woman whose FIAT COULEUR VERT D'EAU (aquamarine colored Fiat) had knocked him down, he is aware that addresses and phone numbers are of no use: "I was conducting a 15 search across streets where everything was an optical illusion. My undertaking seemed to me as fruitless as that of a surveyor who wanted to take measurements in a vacuum."26 A hundred pages earlier, Modiano recalls how an evening ride on one of the elevated metro lines of the RATP system precipitated a memory flash concerning another woman, Helene Navachine, whom he had accompanied on the same line years before. More pointedly, the sensation of passing above-ground over streets and buildings on the Left Bank makes him wish that he could abolish the passage of time and that he might find himself once again sitting alongside Helene. Much as Sebald's Austerlitz notes in a passage cited earlier (see page 63), might not Modiano also have appointments to keep in the past, in what has gone before and is for the most part extinguished? And might this abolition make it more possible for him to go there in search of places and people who have some connection with him on the far side of time?
Modiano's latest variation on the core narrative of detection linked to World War II diaspora and its aftermaths is Un pedigree, whose mode of explicit autobiography extends the composite selfportrait disclosed in earlier books. Unlike Dora Bruder and Accident nocturne in which a quest for identity involves another character, Modiano here asserts that he composes and writes for the record, as a kind of Curriculum Vitae that would allow him to be done with a life that does not belong to him. Accordingly, he explains his choice of title early in his account when he states that because he is a dog (mutt?) who pretends to have a pedigree, he feels obliged to locate some markers and beacons to guide him as though through his quicksand of a life "as one makes an effort to fill out a registry form or an administrative survey with partially erased lettering."" As in Dora Bruder, the acts of writing and narration that hold promise of understanding and stable identity are tempered by an uncertainty that takes the form of dislocation. 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] 15 "Bestimmten Malern und Philosophen, die vermittels der reinen Anschauung un des reinen Denken versuchen, das Dunkel zu durchdringen, das uns umgibt" (Sebald 11) . 16 "Gerade so wie ich nach meinen Errinerungen und den wenigen iibrigen Anhaltspunkten, die ich habe, die Schauspielerin Agata mir vorstellte, gerade so, denke ich, sieht sie aus, und ich schaue wieder und wieder in dieses mir gleichermassen fremde und vertraute Gesicht" The detail might be coincidental if it were not for the fact that French censors initially insisted that the image of the French soldier at Pithiviers (Nuit et brouillard, shot no. 39) be cut before they approved the film for release. Resnais refused to cut the image but agreed to doctor it by superimposing a black band (wooden beam?) over part of the soldier's kepi. Moreover, it is hard not to believe that Resnais included the shadowy figure of the BN guard in Toute la memoire as a further provocation to show that this model memory and store-house of everything printed in France indeed integrated elements of surveillance and control that it preferred to keep as much out of sight as possible.
